Affective Dramaturgies in Contemporary Dance Leaky Encounters and Turbulent Spectating by Passfield, Sarah
Kent Academic Repository
Full text document (pdf)
Copyright & reuse
Content in the Kent Academic Repository is made available for research purposes. Unless otherwise stated all
content is protected by copyright and in the absence of an open licence (eg Creative Commons), permissions 
for further reuse of content should be sought from the publisher, author or other copyright holder. 
Versions of research
The version in the Kent Academic Repository may differ from the final published version. 
Users are advised to check http://kar.kent.ac.uk for the status of the paper. Users should always cite the 
published version of record.
Enquiries
For any further enquiries regarding the licence status of this document, please contact: 
researchsupport@kent.ac.uk
If you believe this document infringes copyright then please contact the KAR admin team with the take-down 
information provided at http://kar.kent.ac.uk/contact.html
Citation for published version
Passfield, Sarah  (2019) Affective Dramaturgies in Contemporary Dance Leaky Encounters and
Turbulent Spectating.   Doctor of Philosophy (PhD) thesis, University of Kent,.
DOI


































































































	 	 	 	 	 	 	 	 Page	




List	of	images					 																																																																													 	 6	
Introduction:	New	dramaturgies	in	contemporary	dance		 						 		 9	
Chapter	One:	Affective	dramaturgies	-	sensed,	shared	and	social		 	 21	
leaky	and	turbulent	encounters	 	 	 												 				 	 	 	
Chapter	Two:	Breaking	out	of	dance	analysis	frameworks			 	 41	
‘Out	of	Sync’	with	creative	practices	in	contemporary	choreography				 																									
Chapter	Three:	Dramaturgies	of	visual	turbulences:		 	 	 74	
Disruptions,	perspectives	and	visibility	 	 	 	 						 	
Chapter	Four:	Dramaturgies	of	kinetic	turbulences:		 	 	 123	








References		 	 	 	 	 	 	 	 	 239	
	 6	
LIST	OF	IMAGES	
Image			 	 	 	 	 Choreographer	 	 Page	
1	Body	Not	Fit	for	Purpose	 	 	 Burrows	 	 	 48	
2	Body	Not	Fit	for	Purpose	 	 	 Burrows	 	 	 49	
3	Cheap	Lecture	 	 	 	 Burrows	 	 	 54	
4	Edits			 	 	 	 	 Anderson	 	 	 83	
5	Edits			 	 	 	 	 Anderson	 	 	 85	
6	The	Featherstoneshaughs	Draw	on	the	Sketchbooks	of	Egon	Schiele								102	
7	The	Featherstoneshaughs	Draw	on	the	Sketchbooks	of	Egon	Schiele								105	
8	The	English	Channel		 	 	 Aggiss	 	 	 	 114	
9	New	Work/	Animal,	Vegetable,	Mineral		 Clark	 	 	 	 117	
10	New	Work/	Animal,	Vegetable,	Mineral		 Clark	 	 	 	 118	
11	Rudolf	Laban’s	icosahedron	 	 	 	 	 	 120	
12	Mmm	 	 	 	 	 Clark	 	 	 	 121	
13	Mmm	 	 	 	 	 Clark	 	 	 	 121	
14	Mmm	 	 	 	 	 Clark	 	 	 	 122	
15	Carabosse	in	Sleeping	Beauty			 	 Bourne	 	 	 143	
16		Baby	Aurora	in	Sleeping	Beauty			 	 Bourne	 	 	 144	
17		Blindfolded	Aurora	in	Sleeping	Beauty			 Bourne	 	 	 147	
18		Crawling	puppet	Aurora		Sleeping	Beauty	Bourne	 	 	 149	
19		Love	Duet	Sleeping	Beauty				 	 Bourne	 	 	 151	
20		Aurora		 	 	 	 	 Bourne	 	 	 151	
21	Caradoc	and	Chorus	 	 	 Bourne	 	 	 155	
22	Lovers-	Act	Four	 	 	 	 Bourne	 	 	 158	
	 7	
23	The	Cow	Piece		 	 	 	 Burrows	 	 	 162	
24	The	Cow	Piece		 	 	 	 Burrows		 	 	 162	
25	to	a	simple,	rock	‘n’	roll	…	song	 	 Clark	 	 	 	 167	
26	to	a	simple,	rock	‘n’	roll	…	song	 	 Clark	 	 	 	 168	
27	Diction	 	 	 	 	 Snaith	 	 	 	 179	
28	Hand	in	Glove	 	 	 	 Anderson	 	 	 185	
29	Hand	in	Glove	 	 	 	 Anderson	 	 	 186	
30	Hand	in	Glove	 	 	 	 Anderson	 	 	 186	
31	Hand	in	Glove	 	 	 	 Anderson	 	 	 186	
32	Hand	in	Glove	 	 	 	 Anderson	 	 	 186	
33	Hand	in	Glove		 	 	 	 Anderson	 	 	 186	
34	Facebook	post	New	Adventures	 	 Bourne	 	 	 188	
35	Facebook	post	general	public		 	 Bourne	 	 	 189	
36	Facebook	Swan	Lake	 	 	 Bourne		 	 	 191	
37	Facebook	Swan	Lake		 	 	 Bourne	 	 	 191	
38	Facebook	Romeo	and	Juliet	 	 Bourne	 	 	 191	
39	Facebook	New	Adventures	at	Latitude	Festival		 	 	 	 192	
40	Swan	Lake	at	Latitude	Festival		 	 	 	 	 	 192	
41	Participation	opportunity	Swan	Lake	Facebook	post	 	 	 194	
42	Swan	Lake	workshop	Facebook	post	 	 	 	 	 194	
43	Swan	Lake	leakages	familiarisation		 	 	 	 	 195	
44		Swan	Lake	leakages	familiarisation		 	 	 	 	 195	
45	Swan	Lake	leakages	familiarisation	 	 	 	 	 195	
46	The	Red	Shoes	foyer	display	Sadler’s	Wells	Theatre	 	 	 195	
47		Michael	Clark	London	Fashion	Week	Pringle	 	 	 	 204	
	 8	
48	Michael	Clark	Gucci	documentary		 	 	 	 	 204	
49	WOW	Facebook	post			 	 													Aggiss	 	 	 	 208	
50	Facebook	comment	Slap	&	Tickle			 Aggiss	 	 	 	 208	
51	Facebook	Crone	Alone	 	 	 Aggiss	 	 	 	 208	
52	Facebook	post	Slap	&	Tickle				 	 Aggiss	 	 	 	 209	
53	Facebook	post	Slap	&	Tickle		 	 Aggiss	 	 	 	 209	
54	Facebook	post	advocacy	Older	Artists		 Aggiss	 	 	 	 209	
55	Classical	Aurora	[Ashton]	 	 	 Royal	Ballet	 	 	 226	























































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































53 Lea Anderson’s website is accessible here: http://www.leaanderson.com and gives details of current 
or forthcoming pieces such as:  
‘Lea has been commissioned by the British Council to create a new work for Danza Contemporanea de 
Cuba in Havana. The new piece is based on a work by English choreographer John Weaver (1673-
1760) entitled The Loves of Mars & Venus, which was premiered in London in 1717. Lea is working 
with 25 dancers with new music by Steve Blake, costume and staging design by Simon Vincenzi and 
lighting design by Simon Corder. The work will receive its premiere in Havana at the Alicia Alonso 
Theatre in Havana on the 28 September 2018.’ 






































































































































































































































																																																								58	I also saw Second Stride perform Further and Further into the Night at Dance Umbrella 1984 and 
there was a great excitement about this theatrical style of contemporary or post-modern dance among 
dance students at Laban and at The Place. Bourne was in his final year of the BA Dance Theatre course 
at Laban and I was in my first year. We spoke about performances at Laban with Alastair Macaulay 
who taught Dance History; and those of us especially interested in Macaulay’s dance history and 
criticism modules gathered socially; including Matthew Bourne, Jonathan Thrift, David Massingham. I 
recall one other piece having such a resonant affective impact and that was Clark’s Swamp for Rambert 
Dance Company performed in Battersea Park. Again Bourne and others discussed the piece; its impact 
and subsequent choreography is clearly influenced by Clark’s movement vocabulary and staging. 
Massingham especially preferred Clark’s dance technique to Bourne’s gestural dance and left 




























































59 YouTube clip of Aladdin Sane by David Bowie as soundtrack to this extract of the piece: 
https://youtu.be/9NNiIkBAFL0 60	Company	website	information	on	classes	for	professionally	trained	dancers	and	those	with	similar	skills:	www.michaelclarkcompany.com/news.php	61	Press page on the company website provides information about professional film recordings made 
with Clark and how to access these, including archive locations. [N.B. The Laban archive is now 



















































techniques	demanded	by	Michael	Clark's	choreography.	You	will	learn	elements	of																																																									62	The neon green font is retained as an example of the website image and it functions as a hyperlink to 









































































65 Gucci campaign www.gucci.com/fr/en_gb/st/stories/people-events/article/gq-the-performers-act-vi-
























pupil	and	learnt	precise	reconstructions	of	1930s	choreographic	repertory	by	Laban,																																																									66	Mary Wigman’s Hexentanz is an example of the grotesque element of German Expressionist dance 
seen in some of Aggiss’ choreography: https://youtu.be/wmDz_3JdElI and her Pastorale is a 
















































































































































































































































































































Viktor by Pina Bausch: A Turbulent Encounter  
Viktor was premiered on 14 May 1986 in Wuppertal and recently re-staged in London 
at Sadler’s Wells Theatre. Dance Theatre in Europe and the UK was been 
fundamentally influenced by the radical work of Bausch and her company, 
Tanztheater Wuppertal. Bausch’s work was a catalyst in breaking new ground for 
Dance Theatre and her evocative, post-dramatic and yet emotionally resonant 
choreography is still challenging audiences as her company continues to perform her 
works, almost a decade since her death. 
 I share my own spectating encounter with Viktor on 11 February 2018 to 
explore the demands of the work; my sensations of the performance and to illustrate 
how critical discourses of dramaturgy need to encompass the richness of affective 
spectating. The performance is about bodies, movements, time and space, and the 
spectators’ encounter with it is what makes the work function.  Viktor was the first 
piece in a series of works created in response to experiences and impressions of cities 
around the world.  Bausch and her company were invited to Rome to create a new 
work, and Viktor is the result in a multi-layered, episodic complex and poignant 
exploration of imagined moments and ensemble dancing. Spectators have too much to 
take in when the stage is filled with objects, people and animals, and then we are 
waiting, watching the pauses in between those moments of excess. This account is a 
collection of personal impressions and memories, as I spectated and engaged with this 
piece towards the culmination of my doctoral research process. As such, I have 
allowed this account to explore the first hand sensed individual and shared encounter. 
This account shows how challenging it is to articulate the turbulence of the 
dramaturgic systems in the choreography, visual and aural elements of the piece. It is 
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about being there, being in the moment of becoming part of the piece, and about 
accepting the invitation for spectators to encounter the dance. 
 Viktor starts with a ceremony, perhaps a marriage, of two people, perhaps 
being dead, lying on the stage. I notice the bodies making shapes on the floor and 
notice the gravity and weight of their limbs when they are moved about, all this more 
than I am following any story. Activities happen in separate areas of the huge stage: a 
carpet is rolled out and a woman lies down at one end and is rolled up, by the two 
men. I recall the image of Cleopatra and Marc Anthony, but this looks like a house 
removal. The images and actions continue and performers seem not to notice us in the 
audience, but I am aware how the piece is demanding my attention and transitions 
between events are swift with more than one thing happening at once. We have little 
guidance about where to look and I realise that this choice is our work. Spectators 
make our own connections with the events of the work by choosing where to look and 
what to watch and for how long. 
 Dance critic, Mackrell makes connections to the impact Bausch’ early work 
had on Dance Theatre in the UK and how her expectations of spectators was so 
radical. Mackrell notes: 
When Pina Bausch’s work was first shown in London in 1982 in changed the way we 
thought about dance.  Bausch made the stage look like a whole new playground of 
possibilities, creating some indefinable genre of dance theatre that hovered between 
choreography, performance art, and absurdist theatre and dreaming. (February 9, 
2018) 
 
This indicates that Bausch’s works makes demands on the ways in which spectators 
engage with her work, and refers to the mixed elements of the production across 
movement, visual, aural and staging components.  In the performance event itself, 
lasting over three hours, there is a huge quantity of material, movement sequences, 
staged set with furniture and props, spoken voice, music and sound. Mackrell refers to 
Bausch’s works as ‘spectacles’, and it certainly feels like spectators are seduced by 
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the spectacle of the imagined world inhabited by those dancer characters. We are not 
quite part of it, but we feel invited in when we recognised familiar music, and see 
‘normal’ activities from everyday life, unexpectedly alongside dance sequences. We 
enjoy the comedy of moments exchanged between characters and also between 
spectators as we all share in the choreographer’s joke at the expense of one of the 
performers.   
 I enjoy the thrill of watching women in their beautiful pastel long dresses, 
suspended from long rope gymnasium hoop swings. They are lifted up to grab hold of 
the hoops and pushed off by suited, elegant men until they had build up enough 
momentum to keep themselves swinging joyfully and independently. This is a 
kinesthetically evocative section, which many of the audience around me also enjoy. 
The noise levels in this sections rise as there was music and spoken text, the stage 
lights are bright and the auditorium is also partially lit, allowing us to see other 
spectators. It feels very much like an invitation to join in the beautiful garden party, I 
can see people smiling and even quietly talking to each other. One of the effects of the 
piece being so long is that at times in the audience, the attention and convention of 
silence drops and spectators engage with each other.  
 I delight to see the dancers bring their white clothed tables close to the 
audience, then take their seats to eat scones and jam. It is now all feeling very like we 
are a community and this episode is a vivid memory. In other sections I feel wary of 
the group working as an ensemble and want to keep a distance between them and us. 
The sequences include a series of arm and body swings across and over the head, 
dropping with weight to the side, relentlessly moving towards the audience. The 
dancers are orchestrated by a conductor figure and sent to the back of the advancing 
columns as they almost reach the front of the stage and it feels like a relief that we are 
saved from the invasion of these unstoppable dancers in ever-lasting loops of 
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momentum. In watching that sections I feel lulled by the rhythm and weight of the 
movement, and also aware of the sense of building threat it creates.  
 There is a sense of relief when it is clear that the dancers are being kept to 
their own world. Their activities are purposeful even if we do not know the purpose, 
we sense that the actions are real, not pretending to be, but actually happening and 
spectators are witnesses, willing or unwilling, to whatever occurs on that stage. Zoe 
Anderson, dance critic for The Independent, describes several actions and events from 
the piece and indicates only briefly by her choice of adjectives, how she feels about 
those events. It is intriguing that in the absence of being at the event, the best a critic 
can offer her readers, is not a judgment or evaluation of the work, but a detailed, close 
description. This indicates that the doing of actions and our being part of the event are 
what the piece is actually about. The non-sequiteur account in Anderson’s review 
echoes the similar effect in Bausch’s fragmented episodic choreography, keeping us 
alert to new images and forcing us to drop quickly any idea we had been holding onto. 
Chorus lines of dancer shuffle through a repeated step, winding across the stage and 
down into the audience. To a repeated folk tune, they rock and hurl their bodies 
through insistent patterns, a shared ritual they keep returning to.  …Viktor is long – 
well over three hours – and sometimes gruelling, but its parade of images is utterly 
distinctive.  Three waitresses could not be more bored by their work, or their male 
customer; another lights up when she describes seeing “a juicy rat”.  (12 February, 
2018) 
 
 It is about sensing what there is right in front of us and around us from our 
fellow spectators, but it is too much to take in at certain moments and it has been 
going on for too long. I wonder whether it matters that it was formed from 
impressions of Rome; it is instead their impressions of what Rome did for them- and 
now this Viktor is doing something for us. So in this spectating we must let go of the 
reference to something other that what this it – let it be what it is.  The dramaturgic 
systems of repetition, images, spatial arrangements and reality of doing actions all 
contribute to the instructions for spectators and how we find ways to encounter Viktor. 
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It becomes real and our actions of spectating are real: the dog is a real dog on stage; 
the two sheep are really there; the groups of old men are old men smoking and talking 
on stage. Spectators do not need to search for a metaphor or an image beyond what 
we see. 
 The connections to our own lives are revealed in front of us, there for the 
taking and we do not need to look anywhere else other than to Bausch’s stage to see 
them as a mirror of ourselves. Life is complex, contradictory and Viktor shows for a 
time during the encounter with this work that we can experience being connected to 
each other through our affective spectating.  
 At the end of the performance, we all share in a huge, wonderfully energetic 
thrilling excitement of applause, standing ovations and cheering. It signals that we are 
all still here, and alive; that we had ‘got’ it and we loved it. We felt it and it was good. 
It was difficult and it was beautiful. And that was that. It had finished and now we 
must catch the train home. But I sensed that in leaving the theatre, things were not 
quite the same. The faces in the crowd on the staircase in the foyer were smiling and 
people were connecting. Maybe that was just in my imagination, but I hoped that 
































































	 	 	 	 [Photo	credit:	Tristram	Kenton]	
	 Aurora	lowers	into	another	deep	lunge	then	rises	into	an	attitude,	arms	
above	her	head,	faming	her	face,	and	she	is	directly	facing	the	audience.	She	repeats	
a	phrase	of	stepping	into	the	arabesque	and	the	attitude	with	luxuriously	controlled,	
deep	lunges	between	each.	She	is	displaying	her	virtuosity	through	the	two	most	
difficult	classical	balances.		Later,	the	attitude	shape	is	repeated	in	the	famous	Rose	
Adagio.	Her	four	suitors,	who	each	present	her	with	a	rose	to	hold,	partner	her.	They	
each	promenade	her	in	the	attitude	position	on	her	right	leg	and	then	face-to-face,	
they	pause	with	Aurora	facing	stage	right,	showing	her	perfect	line	to	the	audience.		
She	gently	releases	her	hand	to	bring	both	arms	above	her	head	in	fifth	position.	This	
happens	four	times	and	each	time	Aurora	holds	the	roses	overhead	in	her	balance.	In	
this	solo,	it	is	as	if	her	movements	are	predicting	this	motif	in	the	Rose	Adagio	and	
preparing	the	audience’s	aesthetic	and	kinesthetic	attention	for	this	image.	Aurora	
then	performs	a	series	of	smaller	intricate	footwork	steps,	progressing	along	the	
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diagonal,	(usl	to	dsr),	stepping	and	rotating	her	legs	in	circling	patterns	These	steps	
are	small	and	precise;	her	arms	frame	the	action	either	showing	the	diagonal	line,	or	
held	out	to	the	sides,	in	soft	undulating	curved	shapes	with	a	gentle	slow	ripple	
through	her	shoulders.		
	 To	finish	the	solo,	Aurora	has	a	series	of	large,	fast	leaps	and	turns	all	around	
the	perimeter	of	the	stage,	which	build	up	in	speed	and	height	of	execution.	This	is	
an	impressive	culmination	of	the	solo	with	much	faster	and	stronger	energy,	as	she	
moves	through	the	space,	rather	than	holds	classical	poses.	She	finishes	downstage	
left	after	a	line	of	very	fast	turns	in	a	tight	fifth	position,	ending	in	her	starting	
movement	of	a	deep	croisé	lunge,	with	arms	lightly	held,	curved	downwards	on	each	
side	above	her	tutu.	
Sleeping	Beauty,	in	its	rightful	state,	is	the	non-plus	ultra	of	ballets,	a	fairytale	
transported	to	the	pristine	peaks	of	pure	classical	style.	The	Rose	Adagio,	in	which	
the	Princess	Aurora	performs	her	triumphant	balances	to	the	sound	of	Tchaikovsky	
at	his	most	rapturous,	is	more	than	just	a	high	point	in	ballet;	it	is	a	moment	of	
significance	in	art,	in	civilization.	
	
(The	Telegraph,	27	July	2012,)	[Reviewing	Peter	Shaufuss’s	production	by	English	
National	Ballet	at	the	London	Coliseum].	
	
	
	
	
	
	
	
	
	 Image	56:	Bourne’s	Aurora	and	Leo,	the	gardener.		[Photo	credit:	Tristram	Kenton]	
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	 The	choreography	tells	of	the	love	story	between	Leo	and	Aurora.	Her	
movements	are	free	flowing,	fluid	and	have	very	few	posed	shapes.	Here	she	is	in	an	
attitude,	but	it	is	much	softer	than	a	classical	line.	She	is	leaning	backwards	on	Leo,	
so	he	takes	her	weight	against	his	torso.	This	is	not	a	move	found	in	traditional	
classical	ballet	and	is	a	contrast	to	‘classical’	Aurora’s	display	of	solo	virtuosity.	
Bourne’s	Aurora	has	a	duet	at	her	Coming	of	Age	party.	She	dances	barefoot,	
suggesting	freedom	and	rebellion,	so	this	contributes	to	the	thrilling	dramaturgies	of	
turbulence	and	disruption	experienced	by	spectators	as	we	empathise	with	Bourne’s	
vigorous	Aurora.		
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APPENDIX	THREE	
Highland	Fling,	a	wee	romantic	ballet	
Bourne’s	20th	Century	Romantic	ballet,	La	Sylphide	
	 This	analysis	of	Matthew	Bourne’s	Highland	Fling	(1994),	examines	how	the	
turbulent	dramaturgies	borrow	and	adapt	iconography	from	the	Romantic	ballet	era.	
Bourne’s	recurring	turbulent	dramaturgies	can	be	traced	throughout	his	works	from	
Spitfire	(1988),	through	to	Swan	Lake	(1995),	Edward	Scissorhands	(2005),	Dorian	
Gray	(2008),	and	in	Sleeping	Beauty	(2012).	In	Highland	Fling	Bourne	was	directing	
the	audiences’	attention	to	the	socio-cultural	context	upon	which	this	work	draws	
for	its	effect.		
	 Bourne’s	choice	of	title	refers	to	a	genre	of	Scottish	folk	dances,	which	may	be	
characterised	informally	as	Highland	Fling.	The	physicality	of	‘fling’	is	worth	noting	as	
its	choice	in	this	ballet	becomes	increasingly	important	throughout	the	ballet	given	
the	development	of	the	themes	of	abandon,	temptation,	passion	and	freedom	and	
even	the	ethereal	as	James’s	excesses	lead	not	only	to	his	downfall	but	also	to	the	
tragic	destruction	of	the	sylph,	complete	with	blood	splattered	costumes.	‘Fling’	
suggests	an	action,	which	is	maybe	violent,	reckless	and	moving	from	the	self	out	
into	space,	unrestrained.	All	these	references	to	the	physical	are	developed	by	
Bourne	in	his	piece	so	it	becomes	very	clever	shorthand	to	summarise	the	whole	plot	
and	the	protagonists’	tragic	characters;	their	destruction	is	predicted,	but	is	
seemingly	unavoidable	given	the	unchangeable	flaws	in	their	characters.	
	 The	original	production	was	premiered	in	1832,	created	by	Fillipo	Taglioni,	with	
his	daughter,	Marie	Taglioni	in	the	title	role	of	La	Sylphide.		The	plot	tells	of	a	
Scottish	young	man,	James,	who	on	the	eve	of	his	wedding	to	childhood	sweetheart	
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Effie,	is	enchanted	by	a	sylph.	He	jilts	his	bride	to	follow	the	unattainable	winged	
sprite	into	a	moonlit	forest	to	his	doom	and	her	destruction.	James	hopes	to	capture	
the	sylph	in	a	magical	chiffon	scarf	given	to	him	by	a	witch,	but	it	is	poisoned,	thus	
James	attempt	to	trap	the	sylph	kills	her.	James	returns	to	his	village	to	see	his	best	
friend	marrying	Effie	in	his	place,	and	in	some	versions,	James	dies	of	a	broken	heart.	
In	Bourne’s	1994	version,	James	is	an	unemployed	welder	living	in	a	council	flat	and	
his	sylph	is	a	wild,	barefooted	savage	creature.	Bourne’s	plot	sets	the	opening	in	a	
graffiti	strewn	toilet	at	a	nightclub	where	the	key	characters	are	celebrating	at	
James’	stag	night,	drinking	and	taking	drug.	The	drug-	induced	vision	is	integral	to	
many	Romantic	ballet	scenarios	and	so	is	not	so	modern	after	all!	The	Sylph	is	first	
seen	emerging	from	a	urinal	as	vision	before	James.	
	 The	sylphs	are	an	extension	of	and	a	community	embodiment	of	The	Sylph,	
they	feel	her	pain	and	share	her	joy.	This	device	emphasises,	through	repetition	and	
unison	choreographic	techniques,	the	importance	of	The	Sylph	and	how	she	is	
manifest,	simultaneously	both	as	one	and	many,	adds	to	the	effect	of	her	‘other-
worldliness’.	The	death	of	The	Sylph	is	blamed	on	James	in	Bourne’s	version	as	he	
has	removed	Madge,	the	witch,	entirely	from	Act	Two	and	Bourne	explains	that	he	
wanted	to	focus	attention	on	the	male	protagonist,	making	it	clear	that	the	reason	
why	the	Sylph	loses	her	wings	is	entirely	to	do	with	James’	will.	The	whole	show	is	
built	around	him.		
	 Bourne’s	three	versions	of	the	productions;	1994,	2005	and	2013,	are	
interesting	to	consider	in	the	light	of	the	staging	by	the	Scottish	Ballet.	This	is	the	
first	ever	staging	of	a	Bourne	piece	by	another	company	and	as	such	is	especially	
note-worthy	for	the	questions	it	raises	about	the	development	of	the	choreography	
and	dramaturgic	concerns	about	authorship,	ownership,	style	and	authenticity.	
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While	it	is	true	that	company	members	of	New	Adventures	are	now	predominantly	
classical	ballet	trained,	this	was	not	the	case	of	the	dancers	in	his	first	company	
Adventures	in	Motion	Pictures,	which	devised	the	original	production	of	Highland	
Fling.	Classical	ballet	as	the	core	training	for	dancers	is	becoming	more	usual	in	New	
Adventures,	but	the	dancers	are	recruited	by	Bourne	for	their	acting	abilities	as	well	
as	their	dancing,	but	once	a	production	is	handed	over	to	another	company,	in	this	
case,	Scottish	Ballet	one	can	ask	questions	about	how	Bourne’s	choreography	and	
style	may	fit	into	their	repertory	and	how	do	those	dancers’	bodies	perform	Bourne’s	
movement	style.	In	Bourne’s	Highland	Fling,	religious	attitudes	toward	to	the	earthly	
body	and	Romantic	concepts	of	the	spirit	and	ethereal	are	highly	significant	and	
drawn	to	the	spectators	attention	through	explanation	in	the	programme	and	
background	information	about	the	1832	original	production	of	La	Sylphide	with	
Marie	Taglioni	dancing	the	archetypal	romantic	ballerina	character	of	La	Sylphide,	
choreographed	by	her	father	Fillipo	Taglioni.	More	than	this,	Bourne	extends	the	
notion	of	moral,	spiritual	and	physical	by	presenting	his	characters	as	cartoon-style	
exaggerations	of	socially	marginalised,	drug	–taking,	disaffected	and	unemployed	
working	class	in	late	20th	century	Glaswegian	high-rise	housing	blocks.	
	 Bourne’s	work	frequently	features	references	to	popular	culture,	often	to	
comic	effect,	such	as	male	underwear	catalogues	brought	to	life	in	Spitfire,	or	1960’s	
British	theatre	such	as	Pinter’s	work	referenced	in	Play	without	Words	(2002).	The	
transformation	of	fairies	into	werewolves	and	vampires	and	in	Sleeping	Beauty,	
(2012),	which	may	have	been	developed	from	the	vampire	type,	wild	creature	of	
sylph	characters	in	Highland	Fling.	Bourne	handles	the	subject	matter	with	light	
touch,	setting	actions	skilfully	to	music	and	often	with	subtle	humour,	yet	there	is	a	
darker	element	to	Highland	Fling	and	Bourne’s	interest	in	the	outsider,	a	tragic	hero,	
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as	would	be	fully	realised	in	Swan	Lake,	(1995).	
	 Bourne	uses	exaggeration	and	distortion	in	the	set,	costumes	and	movements	
to	bring	irony	and	humour	to	the	caricatures,	which	inhabit	the	off	centred	rooms.		
The	excess	of	tartan	in	the	design	and	the	off	kilter	angles	in	the	set	walls	show	the	
distortion	and	shifted	perspective,	as	if	not	quite	reality.	This	marginalised	setting,	in	
the	men’s	toilets,	usually	out	of	public	view,	finds	the	main	character	James	slumped	
in	the	urinal.		
	 Linguistically	some	very	interesting	elements	contribute	to	the	dramaturgy	and	
also	to	the	overall	affect	of	the	production.	It	is	a	very	clear	way	to	make	the	
character	and	setting	and	story	relevant,	in	language	understood	to	be	modern,	but	
clearly	using	Scottish	dialect,	to	contribute	to	the	sense	of	place	and	even	
authenticity,	yet	not	hard	to	understand,	but	recognisable	in	its	place	and	character.	
The	use	of	Glaswegian	graffiti	in	the	toilet	scene,	shows	where	colloquial	language	
and	innuendo	is	used	to	convey	what	the	movement	could	not.	Bourne	democratises	
the	characters	through	the	use	of	everyday	vernacular	language	and	also	though	his	
choice	of	conversational	dialect,	such	as		‘a	wee	ballet’.	
	 Bourne	and	set	designers	combine	the	written	text	from	the	conversational	
and	vernacular	to	help	create	effects	in	building	the	scene	and	character	without	
introducing	speech,	but	uses	the	graffiti	style	to	suggest	a	certain	type	of	action	
behind	the	writing	which	is	transgressive,	socially	unacceptable,	even	criminal,	to	
convey	the	ideas	of	this	abject	version	of	a	most	loved	Romantic	ballet.	The	1994	
programme	design	has	the	text	printed	in	block	white	against	a	coloured	scene,	or	
skyscape	above	the	city.	However	‘Fling’	is	written	on	an	angle,	as	if	in	thick	marker	
pen,	suggesting	a	handwritten	addition	to	the	block	print,	and	beneath	this	in	
smaller	text	size	and	suggesting	with	a	smaller	pen,	the	subheading	‘a	wee	Romantic	
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ballet’	appears	as	if	someone	has	written	these	words	for	our	information.	In	
Sleeping	Beauty,	(2012)	we	see	a	similar	dramaturgic	device	in	the	Gothic	font	
lettering	on	the	scenery	to	draw	spectators	into	our	memories	and	association	of	
Brothers’	Grimm	Fairy	Tales	and	other	Gothic-style	influences.	Bourne’s	re-imagining	
of	the	characters	as	werewolves	and	vampires	directly	connects	with	spectators’	
popular	culture	rather	than	a	dance	or	ballet	culture.	Our	imaginations	allow	us	to	
delve	into	our	fears,	anxieties	and	sensations	we	usually	hide.	There	is	a	shared	
experience	of	triumph	and	exhilaration	at	the	end	of	Sleeping	Beauty	that	has	
references	to	the	turbulent	dramaturgies	of	Highland	Fling	and	unites	his	audiences	
in	synchronous	reactions.	
	 234	
	
	
APPENDIX	FOUR	
Transcript	of	Burrows’	script	in	Body	not	Fit	for	Purpose	(2014)	
	Performance	Account	with	production	notes	in	performance		
	Recorded	on	14th	July,	2014	at	the	Frankfurt	LAB	and	seen	in	live	performance	on	
17th	November,	2014	at	Coventry	University	Ellen	Terry	Theatre.	
		
Layout:	one	large	table	downstage	centre	stage,	one	chair	behind	–	central,	one	
chair	to	stage	right	angled	to	downstage	left	corner	(diagonal	to	the	table).		Each	
chair	has	at	middle	level	a	microphone	on	a	stand	nearby	and	a	notebook	laid	open	
on	the	table	in	front	of	each	chair.	
Costume:	plain	dark	T	shirt	and	black	jeans	with	black	DM	style	shoes	(Jonathan	
Burrows	–	JB)	and	mid	blue	shirt	with	blue	jeans	and	casual	shoes	(Matteo	Fargio-	
MF).	
MF	has	a	mandolin	on	the	table.	
Lighting	is	bright	white	on	floor	and	in	a	general	wash,	but	no	lit	backdrop.		The	
house	lights	remain	on	as	dancers	enter	and	take	their	seats	and	only	dim	once	they	
indicate	by	a	slight	nod	to	technicians.	Each	piece	is	approximately	40-50	seconds	
long	and	there	is	a	short	pause	between	each	dance	or	section.	
Spoken	words	are	shown	in	quotation	marks.	
Start	
JB	starts	by	speaking:	‘One	-	the	Arab	Israeli	conflict’		MF	plays	the	mandolin.		JB	
remains	seated	and	moves	hands	arms	and	head	in	sequences	of	gestures	while	
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reading	his	notebook	and	not	looking	at	the	audience	at	all.	JB	uses	the	table	surface	
to	tap,	stroke	or	swipe	as	part	of	the	gestures.	
JB	‘Two	–	this	dance	is	called	George	W.	Bush’–	MF	plays	different	music	and	JB	
moves	in	sequences	again	–	but	different	patterns	and	movements	
Audience	laughs	at	the	synchrony	of	the	frenetic	movements	and	music	with	a	
flourish	to	finish	despite	the	deadpan	material	–	incongruous.		
JB	‘A	curse	on	bankers’	JB	calls	out	‘Dah	Dah!’	and	dances.		
JB	‘Fear	of	immigration’	JB	dances	and	MF	plays	but	each	time	the	melody	is	
different	although	there	are	recognisable	phrases	and	motifs.		This	time	the	music	is	
reminiscent	of	eastern	European	folk	tunes.	
JB	‘The	dance	is	called	Silvio	Berlusconi’.		There	is	no	music	and	MF	simply	sits	and	
watches	JB	who	focuses	on	his	notes	and	does	not	make	any	eye	contact	with	the	
audience.		Then	JB	looks	out	directly	at	the	audience	and	stops.	
JB	plays	a	harmonica	and	MF	accompanies	on	the	mandolin	–	it	is	almost	the	same	
tune.	
6’40”	
MF	introduces	this	dance:	‘Number	seven	–	How	you	sometimes	wish	you	were	
Black	or	conversely	wish	you	were	White’	(There	are	snorts,	derisive	comments	and	
a	little	laughter	from	the	young	Black	students	sitting	along	the	row	from	me	in	the	
audience.)	MF	plays	and	JB	dances.	
This	dance	stops	mid	phrase	musically	and	in	the	movement.	
	
MF	‘Eight	-Sometime	I	wish	I	lived	the	simple	life	in	a	loving	community	of	people	
with	low	carbon	emission’	Audience	in	general	laughs…	JB	gets	to	his	feet	to	dance	
and	steps	to	the	side	of	his	chair	then	sits	down	once	finished.	
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MF	‘This	dance	is	called	AK47’	JB	vocalises	‘Ah’	with	a	squawking	sound	and	softly	
‘urm’	
9’	27”	MF	‘Number	ten	-	Respect	the	Poor’		JB	is	on	his	feet	and	stays	behind	the	
desk	dancing	but	finishes	after	the	music.	
10’37”		Harmonica	and	mandolin	duet	–	longer	this	time.	
11’13”	they	nod	to	each	other	–	no	introduction	and	no	title.	JB	dances	MF	plays	
11’53”	MF	‘Special	interrogation	techniques’	JB	dances	MF	plays	
13’	05”	JB	‘Come	now	you	Rich’	JB	walks	round	to	the	front	of	the	desk	and	dances	
as	if	‘preaching’	to	the	audience	making	the	most	eye	contact	so	far.		
‘weep	and	howl!’	repeated	over	6	times.	
JB	return	to	the	chair	and	sits	
14’	10”	MF	plays	and	JB	watches,	MF	sings	‘Bankers’	x3	then	plays	then	repeats	like	a	
chorus.	JB	nods	and	sways	with	the	music	and	leafs	through	his	notebook	and	then	
replaces	it	on	the	table.	
15’	25”	JB	starts	the	dance	but	no	music	or	introduction.	
16’	14”	JB	‘This	dance	is	called	Bank	bailout	number	three’	JB	dance	standing	up	and	
MF	plays	–	JB	sits	when	finished.	
JB	‘Sixteen	-	My	father	was	the	Emperor	of	China	and	my	mother	an	Indian	Princess	
and	I	come	here	tonight	to	collect	my	inheritance’		
17’	49”	
17’	54”	MF	begins	playing	music	part	way	through;	JB	‘This	dance	is	called	the	
purpose	of	this	performance	is	to	demonstrate	that	arm	waving	and	laughing	cannot	
tell	you	that	we	don’t	talk	to	Israel,	that	we	recycle	our	plastic,	glass,	paper,	
cardboard,	batteries,	food	waste,	including	bones,	garden	waste	and	that	we	have	
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marched	against	the	(MUSIC	STARTS)	war	and	against	those	whose	policies	have	
allowed	the	rich	to	inherit	the	Earth.’	
18’	20”	B	sits	and	dances	–	18’	47”		music	stops	18’	40”	
MF		‘So	this	was	the	first	half	of	the	presentation	and	I	think	I’ll	move	now	straight	to	
the	second	half’		JB	dances	
19’	00”	
20’		03”	MF	‘this	one	is	called	kids	who	are	raised	around	guns	and	taught	how	to	
use	them	are	very	responsible	with	them’.	
		JB	dances	and	speaks	‘bravo,	hah’,	exhaling.	
JB	‘artist	54	happy	to	gentrify	your	city,	no	pension	at	all’		
21’	29”	
MF	plays	and	sings	‘Bankers’	x	3	JB	dances	
21’	19”		MF	‘This	one	is	called	the	war	on	drugs’	MF	and	JB	do	the	actions	an	vocals:	
‘yah’	together.	
Then	MF	plays	and	sings	‘yay’	and	JB	dances	in	very	fast	sequences	
JB	‘Number	twenty	two-	we	are	the	many	they	are	the	few	….they	are	the	few’	MF	
plays	using	a	stick	on	the	mandolin	and	sings	‘hip’	JB	watches	then	gives	a	few	quick	
movements	
23’	40”	MF	‘This	in	is	called	You	are	being	held	in		queue	and	will	be	answered	
shortly’	
JB	stands	with	his	back	to	the	audience	and	facing	upstage	dances	MF	plays	and	
hums	
24’	44”		JB	‘This	dance	is	called	Vladimir	Putin	MF	plays	JB	dances	and	speaks	
‘Vladimir	Putin’	
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26’	16”		MF	‘This	one	is	called	in	everything	we	have	represented	this	evening	we	
have	followed	the	structure	of	La	Folia	–	one	of	Europe’s	oldest	melodies’		MF	sings	
‘Bankers’	repeatedly	and	JB	sits	back	in	his	chair	to	watch.	
27’	01”	
JB	‘This	is	dedicated	to	my	Father	who	on	my	10th	birthday	bought	me	a	copy	of	the	
Communist	manifesto	and	Chairman	Mao’s	Little	Red	Book’	
Harmonica	and	mandolin	duet.	
27’	58”		MF	harmonica	and	mandolin	together	by	himself.	JB	mouths	words	and	
phrases	as	if	giving	a	speech	silently	to	the	audience	and	has	the	most	eye	contact	
for	the	whole	piece.	
28’	45”		MF	indicates	a	‘switching’	action	to	the	stage	crew	and	the	lights	go	to	black	
out.	
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